fiction (in Berman"s case Paris, St. Petersburg, and New York), but also in offering "a perspective that resists all final resolutions, aesthetic or political, that wrestles boldly with its own inner contradictions, and that can illuminate" (Berman 1983, 134 ).
Recent scholarship in organization studies also has become increasingly attentive to the reading of narrative fiction in its attempts to illuminate subject matter of particular relevance to the field. It would take us too far to survey all of this work (for society"s socio-political struggles that is aware of its co-implication in the world it is painting". Here resistance or a "hunting for spaces of escape", is a precarious enterprise which is always about to be colonized by what it seeks to oppose or transgress. Whilst Pynchon in his search for heterotopic spaces tries to give voice to what is left out from the master narrative of capitalist modes of organizing, Beyes (2009) points out how this endeavour is always in danger of being cancelled out by its dependence on the very regime it seeks to confront. Pynchon is very aware of this, of course. Beyes quotes a narrator commenting on the fate of an uprising: " [. . .] the Madero revolution has moved on, specifically south to the Capital, where it lost no time in lapsing into some urban professional"s fantasy of liberal democracy" (Pynchon 2006, 982) . Rhodes (2009, 397) reads Bukowski"s Factotum (1975) as "an experiment with, and testimony to, the experience of resistance in the context of capitalist work relations". As Chinaski, Factotum"s main character, drifts from city to city and from meaningless job to meaningless job, Bukowski sketches the life of an underclass, "people [who] experience a weariness beyond fatigue" (1975, 46) . In many ways Bukowski"s works deals with a reality of work largely ignored in the academic study of organizations, one that is experienced "from below". Chinaski finds that whilst he cannot escape the consequences of capitalist work relations, neither can he remain inside them. Resistance is futile, but not to resist is equally impossible. Yet, it is the possible reality of freedom and the resistance to power that keeps him going somehow. Rhodes (2009, 395) 
puts it thus: "For
Bukowski resistance is not something that can be said, it has to be lived, and to live it is so hard that it borders on impossibility".
Into their Labours: Resistance and "endurance within the impossible"
In his Into Their Labours trilogy Berger explores the themes of resistance and hope, including their conditions of (im)possibility, as experienced by those who see socioeconomic life "from below". The trilogy comprises Pig Earth (1979) , Once in Europa (1987) and Lilac and Flag (1990) . O"Grady (2005, 22) described the books as "a record of the leakage of village into metropolis, of meaning into incoherence", and went on to praise it as "one of the great works in English of the past half century".
In the first two books of the Into Their Labours trilogy Berger documents life in a peasant village in the French Alps as it begins to unravel under increasing contact with the big cities. He makes us witness the clash between a mentality of survival and intergenerational continuity on the one hand, and that of the market mentality of the capitalist outside world on the other (Taylor 2006) . In these novels the peasants seem to have preserved a sense of history and an experience of time and place, as opposed to that propagated by late capitalism which seems to revel in obliterating the past and creating spatial deliria (Berger 1998 ). Berger"s peasantry tales thus offer us a tangible reminder of a different way of living. Whilst it would take us too far to explore the literature on peasantry -incidentally one that is noticeable by its absence in organization studiesuseful connections can be made with Brecht"s fictional exploration of peasant history to contrast capitalist and pre-capitalist modes of production. Of course, in doing so we must guard against the antiquarianism such a move may entail. As Berger (1978, 358) suggested, "[N]obody can reasonably argue for the preservation of the traditional peasant way of life, but to dismiss peasant experience as having no relevance to modern life is to deny the value of too much history and too many lives". For both Brecht and Berger peasant life is the vehicle through which one is able to represent the experience of the exploited and the oppressed. The residual culture that peasantry represents is always necessarily resistant to the newer forms of capitalist development, and its view of history holds open a redemptive moment -the hope that history possesses something that will redeem it; a hope which is by no means unconditional however. As Jameson elaborated, "Brecht"s inclusion of a dimension of peasant history was not some ideological blockage or limit on his part; rather, that dimension was necessary in order to recapture and represent the note of Hope it could alone afford" (Jameson 1998, 140) .
In Lilac and Flag Berger documents the lives of the children of the peasants he wrote about in the first two volumes of Into Their Labours as they are scattered to the big cities.
It allows him to pursue themes central to his body of work: the increasing lack of continuity in modern life, the fading of the distinction between the urban and the rural, the effect of forced migrations to the city, and the resultant fate of those living on the margins of the city. He collects images from the industrial and postindustrial landscapes of Troy; a megapolis situated in the near future which stands for all huge cities. Troy is "where all are driven to, ringed with fast roads, girded with banks and building sites, helmeted with the sulphurous haze of fume" (Waters 1992, 87 In this book Berger offers us not so much a critique as a "struggle towards truthfulness".
Words are carefully chosen, enticing the reader to come as close as possible to the experiences described. For Berger "truth" is a question of the precision of the words: "If a writer is not driven by a desire for the most demanding verbal precision, the true ambiguity of events escapes him" (Berger 1991, 217) . He makes us aware of the urgent need to discover what has always-already been there but has been ignored, and "to have the courage to see what is waiting to be seen", as he put it in an interview in Berlin (Berger 2007b 
And what we live now is what? asked his son.

Don't ask me. I don't know. It's not history. It's a kind of waiting. (p.41)
There is only the rush to win some monetary gain here and there in Troy. There is no longer any glimpse of an elsewhere or an otherwise, "there are no pauses, no paths, no pattern, no past and no future" (Berger 1998, 1) . Lilac and Flag offers a vision of society as seen from below, by those who have experienced only repeated failure. Yet, amidst all the ruined lives John Berger detects an "undefeated despair', to coin one of his beautifully evocative phrases (Berger 2006b, 602) 3 . It has affinities with Badiou"s (2008, 41) notion of "courage", which the latter conceives of as a virtue manifesting itself through "endurance within the impossible" 4 , and it emphasizes "the necessity and the urgency of keeping the impossible alive, keeping faith with it, making it continue to be somehow possible in its very impossibility" (Jameson 1999, 59 Somewhere amidst all the devastation Berger thus glimpses moments of grace, something profoundly affirmative: "Not a promise, for (almost) all promises are broken; rather something like a bracket, a parenthesis in the otherwise remorseless flow of history… It"s an acceptance which peers behind the adversity and discovers there something nameless" (Berger 2006a, 33) . Berger is close here to Benjamin"s (2002) notion of "weak messianic power". His "undefeated despair", evoking feelings of impossibility and dashed hopes, is a kind of hope that is no longer connected to an expected success. It is something very different from optimism because in the world Berger depicts there is not really much room for hope. Jameson (1999, 62) describes it thus: "the messianic does not mean immediate hope… perhaps not even hope against hope; it is a unique variety of the species hope that scarcely bears any of the latter"s normal characteristics and that flourishes only in a time of absolute hopelessness,… when radical change seems unthinkable, its very idea dispelled by visible wealth and power, along with palpable powerlessness". The allegory drawn from King (Berger 1999 ) quoted below gives the reader a glimpse of how Berger represents this "undefeated despair" and "endurance within the impossible". (Sennett 2006) ; they are characterized by "the lack of any continuity existing between one action and the next which is close to be touching it" (Berger 1998, 3) . A particular universal anthropological model is put forward: that of the homo oeconomicus, or rather Homo Economicus 2.0 (HE 2.0) as
King -A Street
Callon (2007) failures, and can never share the load of his "mistakes". The universality the model lays claim to is a false one though, as in a properly dialectical reading there can never be a pure incarnation of the universal. The universal is a conceptual construction that can never know any precise empirical embodiment or realization; it can only be through exceptions which are scattered throughout the situation that one arrives at the universal.
These exceptions appear as a non-essential or contingent disturbance to the dominant order (as such they do not even exist from an official point of view). A system that does not wish to be recognised as a system will want to do away with its universal elements so that "when you come upon particulars in that system that would allow you to deduce the universal, or to make connections to the universal again, those connections, I think, always have to be made allegorically… (Jameson 2007, 168) ".
John Berger has developed a wonderful skill of rendering visible this world that from the official viewpoint does not exist; of constructing the visibility of a non-existence in other words. His protagonists move around the city, but are never part of it; indeed they are hardly ever noticed unless they commit "a crime". In King this "crime" consists simply of the fact that they exist. Precisely because of their position in society, the "anonymous excluded" Berger"s novels focus on become the stand-in for that society in its universality. They are the "part of no part" of the social body (Rancière 2004 Berger thus explores the ways in which the meaningful fabric of the sensible is disturbed:
his protagonists do not fit within the framework defined by a network of meanings; they cannot find a place in the system of visible coordinates where they appear (cf. Rancière, 2004 ). In the final Berger book considered in this article the focus shifts from the anonymous excluded to the author himself. Cities now become a vehicle to reflect on
Berger"s own life, and in particular the connection between his lived experience and his writing and reading.
Here is Where We Meet
"Let my dead help me now" (Berger 1990, 4) In Here Is Where We Meet, the narrator (John) visits cities he loves and meets there friends both living and dead. The narrative drifts gently across maps and memoriesfrom city to city, and from beloved dead to beloved dead -in a series of loosely connected stories and reflections. Space seems to become a tool for transcending history"s remorseless flow as the encounters with his dead seem linked to particular cities. Berger sees these various cityscapes through a veil of time as layered entities in which he perambulates in a hallucinatory and at the same time vivid manner. They are described most lovingly, but also as somewhat out of joint. Berger offers is a mellow, seemingly autobiographical journey which seems to unfold in that different durée Badiou alluded to (cf. note 4), thus connecting our world to another order of time and space. For example, in the chapter on the Chavet caves he explores the comforting notion that "something that has gone, or is awaited, is hidden elsewhere in another place". Yet, as the stories move through time and space, the writing never loses its acute sense of place. Cities acquire a physical and sensual quality as they are represented as full of things and people to be smelt, tasted, and touched. Talking to the dead is simply an alternative way of seeing and thinking about the world and its (im)possibilities.
In the first story John (the narrator) meets his mother, who died fifteen years earlier, in
Lisbon. Together they explore the city as she keeps appearing and disappearing. The beginnings of this blending of life and work were already apparent in Berger"s art criticism from the 1950s. Berger never insisted that art itself be used to convey any particular ideological message. Yet, for him art is political in that its purpose is to create a new collective based on a new mode of perception; there exists a clear affinity between a certain kind of thought and a certain kind of art. Again he is close here to Benjamin who suggested that, under the cover of distraction, revolutionary political and social meaning can be transmitted by art (Ferris 2008) .
I can't tell you what art does and how it does it, but I know that art has often judged the judges, pleaded revenge to the innocent and shown to the future what the past has suffered, so that it has never been forgotten. I know too that the powerful fear art, whatever its form, when it does this, and that amongst the people such art sometimes runs like a rumour and a legend because it makes sense of what life's brutalities cannot, a sense that unites us, for it is inseparable
from a justice at last. Art, when it functions like this, becomes a meeting-place of the invisible, the irreducible, the enduring, guts and honour. (Berger 1991, 9) In the introduction to a collection of selected essays Dyer pointed out how John Berger arranged his life in such a way as to seek out the experiences appropriate to his particular gift: "Particularly in the later works his writing is, if you like, a measure of how far he has gone beyond the mere ability to write" (Dyer 2001, xi) . Berger does not see words as transparent: "One does not look through writing on to reality -as through a clean or dirty window-pane" (Berger 1991, 214) . The credibility of words involves a strange dialectic.
It is the writer"s openness to ambiguity and uncertainty of any experience, even the experience of certainty, which gives clarity, and thus a kind of certitude to the writing.
Form and content have to bleed together. Authenticity in writing comes from the fidelity to the ambiguity of experience. As Latour (2005, 126) suggested, social scientific writing has a lot to learn from the kind of narrative fiction that is as "obsessed by textual quality"
as it is "enslaved by reality". Berger"s writing, of course, is itself an expression of "undefeated despair" 6 .
I risk to write nonsense these days.
Just write down what you find. (Žižek 2004a, 303-304) .
In his typically flamboyant style Žižek touches here upon "the famed power of capitalism for recycling everything aimed at its destruction" (Latour 2004, 231) . The once scandalous desire for creativity, transgression and difference articulated by situationist and deconstructionist critics merely seems to echo the vocabulary of management textbooks these days (Kemple 2007) . Even powerful critiques of our social order and the conceptualizations of alternatives to it, have proved very quickly to be the unfortunate replication of its most fundamental tendencies (Buchanan 2006) . Boltanski and Chiapello (2005, 27 ) have explored at great length this dialectic of capitalism and its critiques; how capitalism"s very survival is dependent on its extraordinary capacity to absorb anticapitalist forces: "it needs its enemies, people whom it outrages and who are opposed to it". Boltanski and Chiapello (2005, 41) (p.97-100) This is the killer blow DeLillo delivers in Cosmopolis. The only thing that escapes capitalism"s reach is self-destructive violence. Žižek (2008, 64) could have been referring to this novel when writing: "The sad fact that opposition to the system cannot articulate itself in the guise of a realistic alternative, or at least a meaningful utopian project, but only take the shape of a meaningless outburst, is a grave illustration of our predicament.
What does our celebrated freedom of choice serve, when the only choice is between playing by the rules and (self-) destructive violence?"
The fact that our raw capacity for indignation can no longer be translated into effective critical theories need not be as disconcerting as Boltanski and Chiapello suggest. Badiou (2006, 35) provides an alternative, and perhaps at a first glance passive, image of "the attic where, in difficult times, one accumulates resources, lines up tools and sharpens knives… an ample reserve of means to other forms of thought". Berger"s writing, which can be read as a resonating participant in the realities it describes, offers us such an "attic", aimed at preserving and sustaining alternative modes of thought through dark times. This is captured in a beautiful reflection on what shape a resistance might take that cannot be incorporated into the current order and that does not degenerate into selfdestructive violence. (Berger 2002, 164) For Berger the peasant experience of survival seems better adapted to the extensions and elaborations of corporate capitalism in all its brutality than a continually reformed disappointing, impatient hope of revolution. Indeed, in one of his most recent books he explicitly links the notion of resistance to that of survival (Berger 2007a) . To start formulating an answer to the question of what now/here is to be done requires paying attention to the reach of local experiences and to moments of life directly lived; to the specificity of being alive at a particular place and time. And it is in the representation of this kind of life that Berger"s fiction excels. Berger creates situations in which the real, the possible, and the impossible co-exist, thus bringing out a spectral dimension of given realities. Having the real and the possible and yet, at the same time, maintaining the difference between them is a process that can only be staged in fiction: "It is the author"s selection from and textual representation of the real world that can create a matrix for the possible to emerge" (Iser 1997, 5) . Žižek (2004b, 77) , in an afterword to Rancière"s (2004) The Politics of Aesthetics, puts across pithily the potential of Berger"s kind of writing: "These poetic displacements and condensations are not just secondary illustrations of an underlying ideological struggle, but the very terrain of this struggle… disturbing such orders of the visible and proposing different lateral links of the visible, unexpected short-circuits, etc., is the elementary form of resistance". He refers here to Rancière"s vision of an art that transmits meanings in the form of a rupture with the logic of meaningful situations. It is not enough that it leads us to an awareness of the state of the world. It has to produce simultaneously a double effect: "the readability of a political signification and a sensible or perceptual shock caused, conversely, by the uncanny, by that which resists signification" (Rancière 2004, 63 ). Berger may provide such Rancièrian perceptual shifts and disturbances of the visible, but these certainly offer no easy answers. Indeed, how could there be such in a writing that does not allow one to look on to reality "as through a clean or dirty window pane" (Berger 1991, 214) , and that continuously struggles with its own contradictions and impossibilities. For example, Berger is utterly undeterred from trying to achieve an almost impossible balance between representations of the oppression of the excluded and representations of their heroism. By insisting on the oppression, he is in danger of emphasizing the weakness of the excluded and their failure to overcome their situation. In insisting on their heroism and valour, he could be accused of projecting a set of political possibilities which do not really exist (Jameson 2007 , not yet lived or fulfilled their lives, in a world organized to deprive them of that satisfaction. 6 We can trace parallels here with Wittgenstein"s philosophical attitude which was not "I have got it right" but "Now I know how to go on". And then there are, of course, the famous last sentences in Beckett"s (1997 Beckett"s ( ) 1953 novel The Unnamable (with thanks to the editors for pointing this out to me):
